The feminisation of literary culture
In contrast to Classicist aesthetics, Sentimentalist discourse was descriptive rather than normative, thus broadening the horizon to groups of society previously ignored by the ruling class. One of the consequences was the appearance of the character of the serf and the rise of the 'woman question' in many literary works. Another effect was the high regard in which femininity was held in Sentimentalism, becoming a cultural standard: as scholars have shown, style, language, and genre were adapted to what male writers thought to be pleasing to and customary among women. A smooth type of diction replaced the complicated syntactic structures influenced by Church Slavonic; words borrowed from French began to crop up in Russian texts; and novels and minor poetic genres, such as madrigals, idylls, eclogues, or rondeaus, were given preference to epic works and drama. A further result of the cultural phenomenon of 'feminisation' in Sentimentalism was that it became possible to think of women as readers as well as contributors to journals, and, to some extent, as authors of literary works. Feminist scholars have found that publishing remained a male domain, however, and that men tended to publish women's writings regardless of quality. This is why the Sentimentalist 'feminisation' of culture confined women in essentialist conceptions, traditional gender patterns, 47 literary characters had to die if and when they could no longer embody virtue. The conception was associated with Sentimentalism's idealisation of nature and a belief in women's greater affinity with nature than with culture, which manifested itself particularly clearly in the gender patterns of the pastoral.
Notwithstanding a discourse which conceptualised them as beings estranged from culture, girls and women increasingly began to be a part of 18 th -and early-19 th -century cultural life in Russia. This is reflected, for instance, in girls' increasing educational opportunities. In the 1780s Catherine the Great initiated the creation of a nationwide network of schools, which included the provinces, making at least some education available there, even though most families continued to send their children away to the major cities for their education.
2 In addition, several boarding schools for girls were created across the Empire. Catherine the Great set up the Smol´ny Institute, an exemplary boarding school for young girls of noble extraction. 3 In the first two decades of the 19 th century, the empress 48 Mariia Fedorovna, who had assumed responsibility of the Smol´ny Institute, initiated and established many more educational institutions. After the French Revolution, members of the French aristocracy arrived in Russia, where they set up private pensions, chiefly in the major cities. 4 Boarding schools not only provided girls with an education, but could also serve as cultural venues. Most men or women who ran boarding schools were well-known and highly regarded people with a wide circle of acquaintances. For 1819, for instance, N. Brodskii mentions a boarding school in St Petersburg run by a French nobleman who also organised literary evenings in which women were able to participate.
5 By providing a mixed-sex venue for literary evenings and similar events, boarding schools contributed to the revision of the notion stipulated by Sentimentalism's division of society into a male public and a female private sphere, that women should not become involved in public matters. I will provide an example for this phenomenon in Chapter Six on Naumova.
In late-18 th -and early-19 th -century Russia, women's involvement in cultural activities was further stimulated by the growing interest in reading. The extent to which reading material was actually available to provincial gentlewomen is a contested question. On the one hand, Karamzin, in his essay 'O knizhnoi torgovle i liubvi k chteniiu v Rossii' (On the Book Trade and the Love of Reading in Russia, 1802), painted a lively picture of the thirst for reading which seized the nobility in Aldershot 2003, pp. 111-128 (113) . 5 N. Brodskii: Literaturnye salony i kruzhki. Pervaia polovina XIX veka. Academia: Leningrad 1930; repr. Olms: Zürich 1984, pp. 81-87. the Sentimentalist era, a development which Novikov's contributions to the emergence of the Russian book trade in the 1780s had helped to stimulate. 6 The interest in reading was reflected in literary works whose protagonists are frequently depicted going for a walk carrying a book in their hand. 7 Educational institutions, bookshops, publishing houses and public libraries began to appear in provincial towns, although it would take until the 1830s before they became considerable in number.
8 By the 1820s, reading had gained respect among the aristocracy, both in major cities and in the provinces. One of the first professional women writers of the Empire, Liubov´ Krichevskaia (1800-?), lived in Kharkov, where she greatly benefitted from her city's vibrant cultural life. 9 Books were available even in provincial towns which provided less intellectual stimulation, as Alexandra Kobiakova (1823-1892) reports in her autobiography. 10 That was the time when some noblewomen began to collect books for their own private libraries. Educated women in the provinces had to find ways of obtaining new reading material, e. g. by buying books on their trips to major cities.
On the other hand, intellectual circles whose members would discuss ideas relating to reading tended to be concentrated in the major cities. Women living in remote areas encountered considerable obstacles if they wanted to overcome their status as social and intellectual outsiders. One scholar notes that in a provincial town like Kharkov, for instance, books could only be bought during fairs, and were mostly for children or about household matters-a view in stark contrast with Krichevskaia's depiction of the town's lively cultural life mentioned earlier. 11 It is also noteworthy that the poet Anna Bunina moved to St Petersburg from the countryside in search of the wide range of educational opportunities the big city provided.
12 Katherine Pickering Antonova's study of a provincial gentry family in the first half of the 19 th century suggests that the provincial gentry did a lot of reading and that a great deal of reading material was available, and also usually exchanged among friends and relatives, but that there was a desire for an even larger amount and greater variety of reading material.
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In the Enlightenment, reading was the privilege of a few cultured noblemen educated in a humanist vein and required a serious study of the work in question, often presupposing familiarity with the classical style and topoi. In Sentimentalist discourse, however, reading began to be regarded as a pastime; no one wishing to pass their time in the company of a book was required to be able to identify traditional literary genres. Light fiction, accessible to any literate person with a 'sensitive heart' , became Sentimentalism's predominant literary genre, and was particularly popular among young women deprived of a classical education. Books became accessible to a new readership, including merchants, soldiers, vendors, and even serfs. 14 Classicism's one-dimensional and elitist relationship between author and publisher was replaced in the Sentimentalist era by more domestic circles which saw friends gathered informally to read literary works-their own or other writers'-to each other, and to exchange materials and information on new publications. Journals announcing new books which could be ordered by subscription were another source of news about literary works. Early 19 th -century Russia also saw the creation of journals for women, such as Damskii zhurnal (The Ladies' Magazine, 1806 -1816 , Aglaia (Aglaia, 1808 (Aglaia, -1812 , Kabinet Aspazii (Aspasia's Cabinet, 1815), Modnyi vestnik (The Fashion Messenger, 1816), or Vseobshchii modnyi zhurnal (General Fashion Messenger, 1817) . As the number of journals increased, so did the importance attributed to reading; newspaper reading became part of the curriculum of boarding schools for girls.
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There is no doubting the egalitarian aspect of the wider availability of reading materials, rendering reading accessible to different kinds of social groups, including women. However, the development also affected the literary quality of the works, many of which were trite and trivial. Journals devoted almost as much attention to fashion as to literature, and literally became a part of a lady's accessories. They often had very stylish covers and were put on display next to other fashionable fripperies. As Gitta Hammarberg observes, 'journals were placed in the context of a lady's toilette among cosmetics and combs, as if stressing that booklets beautify her as much as cosmetics' .
16 Thus, the connotation of the 'trivialisation' of literature with the female perpetuated the exclusion of women from academic knowledge.
Salons as centres of literary activity
Literary works were frequently discussed in the context of salons. Their emergence offered women the opportunity to educate themselves and become involved in cultural matters. Early-19 th -century Russian salons were usually hosted by women. However, as venues situated in Habermas' semi-public world of the authentic public sphere, where men interacted with women, they challenged the paradigm of a female private sphere and a male public reserve. In the context of 20 th -century salon culture, Beth Holmgren formulates the paradox as follows:
Whereas a salon is almost always situated in a private home, it projects in various ways a liminal space between private and public-by including public characters, mixing different social groups, eliciting small-scale public dialogue. Salon hostesses had to find a balance between offering light-hearted entertainment and creating an environment of inspiration-and criticism-for aspiring poets. Being a salon hostess, then, enabled a woman to occupy an important social position and to receive public recognition for her talents, not least as a coarchitect of the authentic public sphere. In St Petersburg, a prestigious literary society, Alexander Shishkov's (1754-1841) Beseda Liubitelei Russkogo Slova (Gathering of Lovers of the Russian Word) included three women authors: Bunina, Volkova, and Ekaterina Urusova (1747-after 1816).
Literary salons and circles emerged not only in the big cities, but also in some provincial centres. Cultured societies organised by women met regularly in Odessa or Kharkov, or in Kazan, as in the case of Alexandra Fuks (c. 1805 Fuks (c. -1853 . Provincial towns such as Kaluga, Kostroma, Smolensk, and Tula also had centres of intellectual life actively involving women. It has to be noted, however, that the greatest numbers of salons were to be found in major cities, whereas considerably fewer salons existed in the provinces.
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In the first three decades of the 19 th century, few cultured circles were open to provincial women with aspirations to become a writer. According to Irina Savkina's study on 1830s to 1840s prose writers including Elena Gan (1814-1842), Alexandra Zrazhevskaia (1805-1867), and Sofiia Zakrevskaia (c. 1796-c. 1865), such women were double outsiders, both as a women writers and as a provincial residents, provintsialki, provincial women. However, as my chapter on Bolotnikova will suggest, women poets living in the country to whom the term provintsialka might be applied existed even before the period covered by Savkina. In this context, some of the women authors which feature in Savkina's study were at least partly educated in St Petersburg prior to moving to the provinces at a later point in their lives. Gan, in contrast, spent her entire life in the country, where she received an outstanding education. Even though these women did not frequent salons or literary circles, they did produce a considerable number of literary works, often as a source of income. Collaboration in journals was an important means of achieving publication: Zakrevskaia, to name just one, sent 18 Glagoleva 2000, p. 12. In the course of the first two decades of the 19 th century, conversations about literary topics occurred not only in salons, but also increasingly in more formal literary societies, see Alessandra Tosi: Waiting for Pushkin. Russian Fiction in the Reign of Alexander I (1801 Alexander I ( -1825 . Rodopi: Amsterdam 2006, p. 65. her literary productions to city friends who assisted her in publishing her works in journals. 21 
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With its emphasis on the world of feelings and women's participation in salons, this cultural institution revised male gender roles. The Sentimentalist man claimed to empathise with women and to cherish their feminine nature to such an extent that he adapted his own behaviour, 'feminising' himself. Compassion, friendship, tears and a tender heart became fixtures in the Sentimentalist man's repertoire. As Hammarberg found elsewhere, a more 'feminine' type of man became a model for male behaviour. 22 Her study argues that, at the turn of the century, the character of the dandy began to make an appearance in the arena of society life. The male counterpart to the coquette imitated her manners, adopting her interest in looks and clothing, her fascination with French language and culture, her 'feminine' diction and her often exaggeratedly delicate disposition. Some men occupied themselves with activities traditionally considered to belong to the sphere of women, such as embroidery. From the 1790s to the 1810s, Sentimentalism's elevated regard for femininity meant that, in some quarters, it became fashionable for the man to be effeminate.
Egalitarian principles in Sentimentalist literature
Sentimentalist literary works addressed many social issues, among them egalitarian principles and a belief in the unconditional equal value of all human beings. The scholar Grigorii Gukovskii considered Alexander Radishchev (1749 Radishchev ( -1802 to be the main representative of the democratic and revolutionary trend in Russian Sentimentalism but considered Karamzin, on the other hand, to uphold Brodskii: p. 96; Andrew 2001, p. 58; Glagoleva 2000, pp. 48-49, reactionary views. 23 The impression is partly confirmed when we consider Karamzin's intention to conserve the patriarchal order in the private sphere of the family, opting for the extension of patriarchal rights to society as a whole. In his Pis´ma russkogo puteshestvennika (Letters of a Russian Traveller), he relates the protagonist's suggestion that the inhabitants of a Swiss village should proceed with a young criminal in the same way as a father would if he had to punish his own child: public life becomes a 'semiprivate patriarchal sphere' . 24 Other writings by Karamzin reflect similar attitudes, for example the novel Frol Silin, which romanticises a time when landowners treated their subordinates as a father would his children. In contrast to Karamzin, Radishchev suggested that human relationships, whether in family or friendship, should be based on natural feelings of respect; he did not, however, extend this kind of equality to women. Nor, as Joe Andrew observes, does he discuss women's rights anywhere in his works.
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To a great extent, the democratic potential of Sentimentalism is due to its celebration of equality on an emotional basis. This is expressed most clearly in Karamzin's Poor Liza, a novella in which the female protagonist, a peasant girl, is emotionally equal to an aristocrat and capable of experiencing the same kind of emotions. Owing to the universal human capacity to experience emotions, the Sentimentalist notion of compassion presupposed the unconditional and equal value of all human beings. This is why it allowed authors to include social outsiders such as peasants and women in their work. Many Russian authors who wrote literature which fitted into the paradigm of Classicism at the same time composed works which belonged to lower literary genres, in which peasants and serfs were protagonists, as shown in Iurii Veselovskii's study. Alexander Sumarokov, for example, who addressed sublime and heroic topics in his historical drama Dmitrii Samozvanets (Dmitrii the Impostor), also wrote fables which reproduced the language and customs of simple peasants. Iakov Kniazhnin (1742 Kniazhnin ( -1791 the lost republican freedom of ancient Russia, also composed a simple poem in verse form recounting a conversation between two peasants.
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The topic of serfdom in particular began to appear in literary works, especially in the writings by noblemen who had withdrawn to their estates where they came into closer contact with the reality of serfdom. A literary genre predestined to address the subject of serfdom was the pastoral. Idealising nature and expressing scepticism about civilisation, it was the quintessential Sentimentalist poetic genre. As Terry Gifford observes, 'pastoral is essentially a discourse of retreat which may […] either simply escape from the complexities of the city, the court, the present, "our manners", or explore them. '
27 Two forces were in opposition to each other, the idealisation of nature as a Garden of Eden versus the presence of hard-working serfs disrupting the idyll. Many aristocrats returning to their estates ignored the social injustice of serfdom, producing poems featuring shepherds frolicking blissfully in an idyllic imaginary scenery glowing in endless spring. Others, however, employed their literary skills to criticise social inequality and unfairness. The democratic potential of Sentimentalist ethics rests upon their tendency to face and explore reality rather than produce idealised accounts.
Traditional pastorals featured two main characters, the shepherd and the agricultural labourer. The shepherd symbolises leisure; while tending his flocks he has time to sing songs and exchange gentle words with his beloved shepherdess. The labourer, on the other hand, is busy working all day long, with only short moments of rest. He is virtuous and contented with the harmonious life on the estate and in his family fold, happy despite all the hard work because it prevents him from leading the life of idleness and vice to which the city-dweller is prone. The labourer's work fulfils and represents the idea of God's Creation; he is the gardener in a terrestrial Eden. The character of the contented agricultural labourer therefore frequently appears in moralist writings such as Marmontel's, which, as Wendy Rosslyn has shown, were widely translated into Russian in the 18 th century.
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The character of the shepherd is usually portrayed against the background of a locus amoenus, an idyllic landscape with babbling brooks and sheep grazing in perpetual spring. This is how he appears in works by Sentimentalist women writers including Bunina. Her poem 'Vesna' (Spring), for example, depicts a locus amoenus in which shepherdesses lead a carefree life; they are contented with their idyllic environment and the frugal nourishment provided by nature: 
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Portrayals of the agricultural labourer had a tendency to be less idealised than those of the shepherd. Although depictions of his life were far from realistic, descriptions of his work would often list his various tasks, which is why the character lends itself to the criticism of serfdom.
31 As a result of Sentimentalism's democratic tendency, the agricultural labourer acquired more serf-like traits, losing many of the traditional, idealising features. He was given a voice to deplore the injustice of being forced to live a much worse life than that of his master and mistress, an aspect I will discuss in greater detail in Chapter Five.
The character of the serf appears in the genre of the comic opera, where, as it seems, he often became a mouthpiece for the author's criticism of the institution 32 In Iakov Kniazhnin's Neshchast´e ot karety (Misfortune from a Coach), for instance, a serf complains about his and his fellow serfs' miserable lives: their masters tell them what to drink and eat, and even decide who they may marry; the serf adds that their masters make fun of the serfs' misfortunes, yet would die from hunger without their hard work. In the comic opera, Aniuta, by Mikhail Popov (1742-c. 1790), one of the protagonists criticises the aristocrats who do nothing but eat, drink, go for walks and sleep while the peasants slave away and even have to pay their masters. Serfs appear similarly in fables by Ivan Khemnitser (1745-1784). In Prazdnik derevenskii (The Village Feast), for example, they complain that they must plough, reap or sow all year long and can never enjoy a moment of leisure. Drawing on Iurii Lotman's theories, Priscilla R. Roosevelt has suggested that the dramatic arts of late-18 th -and early-19 th -century Russia had a tendency to invade everyday life, of which the serf in comic opera may be considered a manifestation. The ruling class did not, however, interpret the presence of the serf in comic opera as a call to abolish serfdom, but rather, as Simon Karlinsky argues in his study on Russian drama, to expose the abuses of the institution without changing the system as such.
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To a certain extent, then, the appearance of the literary character of the serf indicates that the ruling classes were aware of social inequalities. This philanthropic motivation notwithstanding, authors often instrumentalised the serf to express their views on topics other than serfdom. The serf thus became just another dramatic character, often to create a comic effect, as an example from a satirical poem by Denis Fonvizin (1744/45-1792) demonstrates. His 'Poslanie k slugam moim Shumilovu, Van´ke i Petrushke' (Epistle to my Servants Shumilov, Van´ka, and Petrushka) dates from 1760, when Sentimentalist ethics were beginning to emerge. The narrator is a nobleman who muses about the meaning of life and of the world. Unable to find the answers, he asks three of his serfs in turn. The first one replies that he does not know the meaning of life, but that he knows he will always have to be a servant. The second serf adds that he lacks the education to know the answer to such a question. He does, however, tell his master how the world works in his opinion: from serf to tsar, everyone wants to fill their pockets, which they can only do by deceit. The third serf agrees, suggesting that the only life worth living is a selfish one. 34 Fonvizin's use of the serf is less to express criticism of serfdom than of depraved human morals. The character of the serf lends himself to this literary task because he is the silent observer of a world in which he is not supposed to participate. The serf enhances the credibility of the author's message: if even a simple serf can comprehend the corrupted state of human relations, corrupted it must be. The instrumentalisation of the character of the serf impedes a serious examination of his social position. He becomes a topos, a stereotype against which to uphold other, more important views.
Moreover, in addition to his function of enhancing the authenticity of the author's opinions, the juxtaposition of the narrator's quiet way of life with the serf 's labours serves the literary purpose of producing a comic effect. In Nikolai L´vov's (1751-1803) comic opera, Silf, ili mechta molodoi zhenshchiny (Sylph, or a Young Woman's Dream), the character of the serf also creates an entertaining incident. Andrei, a hard-working servant, complains about his lazy master and protests his lot in an aria, the usual genre in which the subject of serfdom occurs in comic opera:
Право, я не ради свету! Ну да что, житья мне нету Уж от ваших прихотей! Будь и кучер и лакей, Конюх, дворник, казначей. Всë исправь, везде поспей, Да ведь я один Андрей! Я и дворник, и садовник, Я и кучер, и лакей, Конюх, дворник, казначей. According to the stage directions for this scene, the serf sweeping the garden exits to the side. His purpose here is to create an amusing interlude between more important scenes which drive the plot. Although his aria voices criticism of the serfdom's social inequality, its predominant effect is tragicomical. As may befit the genre of comic opera, the character of the serf is endowed with clown-like features rather than those of a critic of social power relations.
Once the character of the serf becomes commonplace in comic opera, the content of his speech begins to lose significance. The serf evolves into an interchangeable puppet whose sole purpose is to entertain the audience, a function which trivialises him and his complaint about his destiny. If spectators sympathise at all with the serf, they do so in a patronising manner rather than with an aim to bring about social change. The trivialised image of the serf turns out to be a way of 'killing the serf into art' . The expression 'to kill women into art' has been used in feminist studies to describe a choice of unrealistic and stereotypical representations of women in art, which 'kill' or obliterate women because they prevent debates on the complexities women face in real life. 37 Once the serf makes his appearance in literature-in the guise of a comic character-the privileged classes may feel that they have accomplished their duty and can avoid further examination of the implications of his presence for their own situation. also be noted that most actors in theatrical performances held on country estates were serfs who were completely at the estate owner's mercy.
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The issue of woman's social rights and societal position was another topic addressed in various Sentimentalist literary works. Karamzin expressed his concern about the oppression of women in one part of his 'Poslanie k zhenshchinam' (Epistle to Women, 1795), even though he seems to think the problem only exists in countries other than Russia. He uses the liberation of women as an excuse for the Russian war against the Ottoman Empire, a country he regards as uncivilised and unenlightened and one in which women are oppressed: But what shall we think of these people who are firmly convinced that a woman cannot acquire knowledge without losing the attractiveness of her sex, and who, as a consequence, wish that an entire half of humanity (and the better one) does not educate itself? 42 Karamzin, too, supported the idea that a woman's attraction did not reside in looks alone: in addition to virtues such as goodness and kindness, she should also have an educated mind. This was one of the reasons why, in the 1960s, scholars began to think of Karamzin as a progressive rather than a reactionary writer. French researcher Jean Breuillard, for instance, identifies democratic tendencies in Karamzin's symbolic elevation of women and in Sentimentalist calls to improve women's educational opportunities.
The way in which women became the focus of attention of male writers in Sentimentalist culture is further illustrated elsewhere in Karamzin's programmatic 'Epistle to Women' . Its opening lines, for instance, address women as follows: Here Karamzin rehabilitates the notion of femininity after the low standing it had been accorded in Enlightenment aesthetics. Mikhail Lomonosov's (1711-1765) 'Razgovor s Anakreontom' (Conversation with Anakreon), written in the 1760s, for example, suggests that any writer aware of his civic duties should banish love lyrics from his pen. The view supported by Lomonosov's poem is that a mature man should be proud of his achievements as a conscientious citizen and politician, and should not idle his time away in the company of women. In contrast, the narrator of Karamzin's epistle claims to be striving to adopt the feminine values he has found in women's circles, and decides to live a domestic life in their virtuous and kind-hearted company, in preference to the glory and status a warrior's life would afford him.
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The functionalisation of women in Sentimentalist literary culture
One of the disadvantages of this kind of conception was that it objectified and functionalised women. Just as in courtly love culture, woman in male Sentimentalist thinking became a remote object of the man's desire, a 'universal ideal emptied of all substance' . 45 In Karamzin's perception, as expressed in his 'Epistle to Women' , women were thought to have a civilising effect on men, which is why women's task was to help men to refine themselves. His epistle depicts how the most ferocious warrior spares the lives of his enemies if his action can gain the favour of the woman of his heart. The narrator further describes how in his mature years the gentle glance of a woman is a reward for the atrocities which he has had to suffer from men. He also relates how much he admires the nuns' charitable work. Although this observation was meant to encourage men to imitate this laudable example it eventually functionalised women since it did not recognise them as beings with their own rights and claims. In the kind of thinking exposed in Karamzin's 'Epistle to Women' , women are idealised either as an authority which offers symbolic rewards for men's military actions, or as exemplars of virtue and refinement from which men were supposed to learn. The woman reader in particular became a symbol and an abstract point of reference for the Sentimentalist male author because it helped him to construct his conception of literary creation. The main concern of a Sentimentalist writer was that his works should be appealing to female readers. He adapted his style, topics, and linguistic level to what he imagined to be the liking of the 'fair sex' . The desire of pleasing a female readership accompanied and stimulated his writing process. By assigning special importance to the speech of women and to their domain of activity the Sentimentalist man wanted to challenge the rigid Classicist norms of genres. Women were considered to be ideal judges of the quality of a literary work because they were to a great extent unaware of the traditional requirements of genre. Just as Rousseau found the personification of innate goodness in his untutored wife Thérèse, who had a feeling for beauty despite her lack of education, Karamzin regarded women as ideal arbiters of taste precisely because they were considered to be alienated from culture. It is largely due to this feature that many scholars revised the image of Karamzin as a conservative writer and regarded the importance which he attributed to women as readers and arbiters of taste as an extension of democratic ideals to women.
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In Hammarberg's view, the importance assigned to the female reader by Sentimentalism is a considerable departure from 'the traditional view of woman as passive and man as active' . It is true that, given their symbolic influence on men, women played quite an important part in the creative process, and that male authors feeling the need to adapt their writing to women's taste adopted more passive features. Nevertheless, Karamzin's new role for women in the process of literary creation defined most of them as readers rather than authors. The Sentimentalist idealisation of women as readers and arbiters of taste differed only marginally from their traditional role as muses who arouse men's poetic feelings, leaving the basic gender paradigm intact. Even though the woman reader became the axis around which Sentimentalist literary production revolved, women were still supposed to manage and monitor rather than create and initiate cultural 66 activities. Carolin Heyder and Arja Rosenholm argue that in the perception of Sentimentalist men, 'woman is not a producer of a sign, but functions as a sign ' . 47 Women were further instrumentalised by the fact that Sentimentalism's symbolic elevation of women served to a great extent as a means for the man to explore his emotional capacities. In this respect, the Sentimentalist man emulated the tradition outlined by elegiac poems written from the male point of view, such as in Western European courtly love culture, where the rejection of the beloved woman gives rise to abundant male monologues. As Catherine Bates argues in relation to English Renaissance poetry, the scenario of courtly love culture turns the abject male lover of amour courtois into a master of rhetorical wit. 48 Sentimentalist man exchanges rhetorical mastery for the subtleties of the sensitive soul, yet the way in which he instrumentalised women by perceiving them as objects for his literary creativity has similarities to courtly love culture. Like the male poet in Western love poems, the narrator in Sentimentalist literature is mainly occupied with 'defining his own self ' , as Jan Montefiore observes. 49 For Montefiore, the male narrator's introspective examination of his soul's emotional capacities turns out to be a narcissistic activity in which the 'other' helps to construct a reflection of the self.
To be 'sentimental' in the sense of 'sensitive' therefore meant different things to men and women. While it was a means of expressing man's intellectual freedom, it was considered to be a woman's inherent trait. Women were conceptualised as sensitive and passive beings who had to suffer without being able to overcome misery either through intellectual reflection or concrete actions. The gender distinction had a strong impact on the Sentimentalist conception of female death, which male writers tended to associate with concepts of virtue. Because women were considered to be the bearers of moral integrity, their lives could not go on once they had come into conflict with the requirement to epitomise innate goodness. When threatened, their virtue came even more to the fore. This idea could be found frequently in French literature of the 18 th and early 19 th century, as the following examples show.
In Bernardin de Saint-Pierre's (1773-1814) novel, Paul et Virginie (Paul and Virginia, 1788), the female protagonist chooses to drown with a sinking ship rather than be saved, since to be rescued, she would have to remove her heavy dress. She dies, hand placed on her heart and her gaze directed heavenwards-the very picture of a saint. François René de Chateaubriand's novel, Atala (1801), which was the precursor of his apology for Christianity, Le Génie du Christianisme (The Genius of Christianity, 1802), also reproduces the image of a young woman as a self-sacrificing pious virgin. Atala, a Christian girl raised in America, falls in love with a native. Just as they are about to consummate their love, however, Atala decides to poison herself in order to comply with her mother's wish that she should remain a virgin. Rousseau's Julie in Julie, ou la Nouvelle Héloïse (Julie, or the New Heloise) dies after saving one of her children from drowning, death apparently being her only way to avoid the temptation of committing adultery.
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Russian literature reproduced these notions of female virtue and death, the most prominent example being Karamzin's novella, Poor Liza. As Natal´ia Kochetkova suggests, the story epitomises the Sentimentalist clash between the ideal and real worlds, a conflict in which woman is the epitomy of the ideal, usually with tragic consequences. In this case, Liza commits suicide after being seduced and abandoned. Her death, however, is preceded by a state of saint-like sublime religious illumination. As Christo Manolakev observes, Liza's is the first of quite a number of women's suicides in Russian literature across the following two centuries, from Alexander Ostrovskii's Katerina in Groza (Thunderstorm) to Lev Tolstoi's Anna Karenina. 51 In Sentimentalist discourse, this type of female death was considered to be a kind of moral victory. In Karamzin's novella Iulia (Julia), the female protagonist owes her life to the fact that she has preserved her innate goodness without falling short of the requirements of female virtue. Julia is torn between feelings of passion and virtue, each of which is symbolised by a different man. At the end, Julia's sense of duty and virtue prevails and she finds happiness in a secluded life and fulfilment in her role as a selfless mother and woman. Female death is also glorified in Karamzin's verse epos, Alina (1790), in which the female protagonist must die-even though, a devoted wife, she has adhered to the strictest principles of virtue-when her husband Milon feels attracted to another girl. Unlike her husband, Alina has preserved her innate goodness and is ready to sacrifice her life so he may be happy. Her self-sacrificial intention rekindles Milon's feelings for her, but Alina has already poisoned herself and dies.
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Worship of nature as an earthly paradise
The conception of woman as the epitome of goodness, an expectation she had to live up to, was related to the equation of woman with nature. In the course of the 18 th century, Sensationalism had prepared the ground in the field of philosophy for an elevated regard for, not to say worship of, nature in both Western Europe and in Russia; the notion was becoming increasingly popular that the human senses were better suited than the human mind to acquire knowledge and truth. It had originally been expounded by philosophers including John Locke (1632-1704), Etienne Bonnot de Condillac (1714-1780), and Charles Bonnet (1720 Bonnet ( -1793 . As a result of Sensationalism's philosophical position, and in reaction against Enlightenment rationalism, early-19 th -century literature increasingly began to regard nature as a source of spirituality, which is why nature was held in particularly high esteem.
The trend was intensified by the religious current of Deism, which tried to prove God's existence without reference to the Bible, a cultural phenomenon endorsed by many Western European and Russian writers in the latter half of the 18 th century. According to Deism, the individual finds confirmation for religious feelings in his or her own observations of nature. In his novel Émile (Emile), Rousseau outlines his concept of religion as 'inner feelings' . In the section entitled, 'Profession de foi du vicaire Savoyard' (The Profession of Faith of a Savoyard Vicar), he explains that people are capable of sensing divinity without a need for external rites. It is arguably this section which prompted Catherine the Great to prohibit the translation of Rousseau's Emile. Nevertheless, it became known among Russian readers, who were either able to read the French original, or because translations of the section included in other works managed to escape the censors. thought, it contributed considerably to the worship of nature common in Sentimentalism. A pantheistic approach to life requires the individual to discern God's existence in various manifestations of nature. The Bible contains pantheistic features in some of the psalms, which encourage the believer to celebrate God's greatness in every manifestation of Creation, such as the sun, the moon, the stars, the oceans, the mountains, the woods, the meadows, every living thing, all of which carry a spark of paradise in them. Although pantheism and fascination with nature as an earthly paradise became particularly important at the beginning of the 19 th century, they already existed in the Middle Ages, both in Russia and in the West. They persisted in the works of religious thinkers such as 17 th -century philosopher Blaise Pascal. In his Les Pensées (Thoughts), in which he attempted to write an apology for the Christian religion, he tries to convince atheists to adhere to the Christian faith by making them aware of the variety of universes of which nature consists. Similarly, the narrator in Bernard Le Bovier de Fontenelle's Entretiens sur la pluralité des mondes (Conversations about the Variety of the Worlds), published in France in 1686 and translated into Russian by Anna Trubetskaia in 1802, resorted to astronomy and science to explain the heliocentric planetary system to a lady during their night walks. 54 The notion of a plurality of worlds is addressed frequently in early-19 th -century Russian Sentimentalist literature. It is reflected, for instance, in the title of a chapter, 'Mnozhestvo mirov' (The Multitude of the Worlds), in Karamzin's 1789 translation of Bonnet's Contemplation de la Nature (Contemplations of Nature, 1764-1765). 55 As a result of the deistic and pantheistic currents of culture, many Western European writers of the second half of the 18 th century produced literary works which depicted nature as an earthly paradise or tried to demonstrate the existence of God in observations of nature. De Saint-Pierre's novel Paul and Virginia, mentioned previously, is a pastoral set on a tropical island in the Indian Ocean, a paradise of innocent love and virtue in stark contrast with the corrupted culture in which the author lives. De Saint-Pierre's Études de la nature (Studies on Nature), published between 1784 and 1788, were intended to demonstrate that nature was built according to God's plan. The author provides careful observations of the various spectacles of nature, suggesting that they instil religious feelings in the viewer. Chateaubriand's writings are part of a similar cultural trend. In his Genius of Christianity, published in 1802, he tries to convince his readers to accept the Christian faith by appealing to their feelings and personal experiences, and by providing descriptions of natural miracles. A further indicator of this cultural trend is the great popularity of a collection of poems by James Thomson (1700-1748), which draw on the Bible and on Virgil's pastoral poems: a German translation of Thomson's The Seasons (1726 -1730 provided the libretto for the oratorio Die Jahreszeiten (1799-1801) by Joseph Haydn (1732-1803), the Classical composer.
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During the second half of the 18 th century, Russian culture was fascinated with the notion of Paradise. The strong prominence of Freemasonry provides an intruiging example. Masonic thought was virtually obsessed with the idea of catching a glimpse of Paradise; Masonic lodges, often called 'Paradise restored' , offered their members a sanctuary to experience 'Paradise within' , the internal bliss enjoyed by Prelapsarian man. The Freemasons strove to recover the 'higher wisdom' with which man had been endowed in Paradise, so that they might once again understand God's 'Book of Nature' , a capacity lost upon Adam's expulsion. In their lodges the Freemasons also attempted to perceive the 'Eternal Light' God had sent out to his chosen people.
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The fascination with the notion of paradise and with nature as its mirror was reflected in Russian literature. Under the influence of the cultural trends of deism, pantheism, fascination with Genesis, and Masonic thought, which shaped his 58 Hammarberg suggests in her study that ' A Walk' describes the narrator's impressions during a country walk, and the reflections arising from his contemplations. As in his Letters of a Russian Traveller, excerpts of which were published between 1791 and 1792, Karamzin's aim is to record everything he sees, feels and hears. His nature studies sometimes include scientific elements, for example when he reflects on the infinity of the universe, wondering whether there is life on other planets. To create poetry is to imitate the idea of Creation. At night, when the protagonist cannot observe nature, he is given to philosophical thoughts about human virtue and life after death. The rising sun is greeted with hymns to Creation. The narrator in Karamzin's ' A Walk' is a sensitive man receptive to the beauty of Creation, a feature Karamzin describes in his essay, 'Chto nuzhno avtoru?' (What Does an Author Need?, 1794), where he suggests that a good writer must have a sensitive heart and high virtues. In this concept of the author, there has to be harmony between the external world of inspiration and the author's emotional inner life. Karamzin's essay expresses this view by claiming that a divine gift is spoilt and useless if the vessel which receives it is unclean. In these writings, goodness is an inherent part of a man's character, a concept Karamzin had come to question, however, by the 1790s. 60 Another way in which Karamzin responded to Sentimentalism's worship of nature was in his reception of Salomon Gessner (1730-1788). The Swiss author wrote idylls populated by shepherds and shepherdesses who sit by the crystalline waters of brooks, or in shady groves, where they listen to the cooing of turtledoves. Gessner's works had been well-known in Russia since the 1770s. Interest in him, and in Russian translations of his idylls, peaked in the 1790s, but persisted until the 1820s. Joachim Klein argues that, in the 1770s, Gessner's idylls began to eclipse Sumarokov's mainly French-inspired eclogues, whose main topic is love. Gessner's idylls, on the other hand, addressed a wider range of topics including friendship, family, childhood, youth, old age, birth and death, which rendered them appealing to many writers. 61 Numerous works by Karamzin contain references to the Swiss writer, whom he considered the epitome of a virtuous author. Karamzin published his translation of Gessner's idyll 'Das hölzerne Bein' (The Wooden Leg) in 1783; his translation of a Gessner biography appeared in 1792. Sentimentalism's symbolic elevation of nature is represented most clearly in the genre of the pastoral. Alluding to the idea of Horace's Beatus ille, it celebrates the deliberate and peaceful pace of life in the country away from the hustle and bustle of the cities. Horace opened his second ode with the words, 'Beatus ille, qui procul negotiis…' , i.e., 'Happy he who, far from the cares of business, …' . Russian imitations of this ancient model were frequent during the first two decades of the 19 th century, especially in works by authors who combined an idealised Sentimentalist view of nature with neo-Classicist literary ideals. References to the mythological Golden Age, when humans lived in harmony with each other and with 'Creation' , were frequent. The poem 'Priiatnost´ sel´skoi zhizni' (The Pleasures of Country Life) by Anna Volkova, for example, illustrates this tendency:
Лишь сельскаго коснусь я мыслию жилища, Вся восхищаюся природы красатой, Пленяюся ея прелестной пестротой: Она дарует нам то щастие прямое, Которое зовем мы время золотое.
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My thoughts touch only country life, I delight forever in nature's beauty, Bewitched by her wondrous diversity: She gives us that immediate joy
We call a golden time.
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The idealisation of nature was often associated with literary reflections on the transitoriness of life and its material aspects, such as wealth and rank. This kind of theme was particularly present in Masonic thought with its emphasis on inner values and life after death. Many works by Sumarokov and Kheraskov address the fleeting nature of human life. It is a tendency associated with the high value attributed to the neo-Stoic notion of spokoïstvie (tranquillity) in 18 th -century Russia. The poem 'Vodopad' (The Waterfall), written by Gavrila Derzhavin (1743-1816) between 1791 and 1794, manifests the notion that a contemplative way of life is preferable to worldly goods and glory. The poem uses metaphors which originate in male domains, e.g. the image of a warlord eager to acquire immortal glory, whose efforts are compared to the noise and short lifespan of the waterfall: Derzhavin's poem suggests that humans will fall from the height of their glory just as the water noisily cascades down the waterfall, which is unfavourably compared to the peaceful babbling of a brook, a literary device which adumbrates literary Sentimentalism.
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The equation of woman with nature
The idealisation of nature in Sentimentalist discourse was linked with specific gender patterns. Nature is an earthly paradise, God the world's architect and craftsman, and man the agriculturalist who cultivates God's garden. In panegyric odes, similar features are attributed to the ruler who imitates God's example when restoring a terrestrial paradise in Russia. 66 The myth of Peter the Great as tsar and carpenter is associated with these images. The place and role of woman, however, is different. Being the symbol of and in tune with nature, she does no work to transform the paradisiacal garden. And as the culture of her time has attributed to her an immaculate soul by virtue of her sex, her very being mirrors Creation. Panegyric odes reveal the difference: while the tsar is considered his country's universal engineer, angelic features are often ascribed to the tsarina. 67 Karamzin reproduces Sentimentalism's equation of woman with nature in his novella Poor Liza: Erast, the aristocratic male protagonist, flees from the allegedly corrupted world of civilisation, seeking refuge in the primordial goodness of nature. He falls in love with Liza, a peasant girl who epitomises Sentimentalism's fascination with nature. The narrator comments on the unrealistic Sentimentalist view of women and nature in the following ironic terms:
Он читывал романы, идиллии; имел довольно живое воображение и часто пере-селялся мысленно в те времена (бывшие или не бывшие), в которые, если верить стихотворцам, все люди беспечно гуляли по лугам, купались в чистых источни-ках, целовались, как горлицы, отдыхали под розами и миртами и в счастливой праздности все дни свои проживали. Ему казалось, что он нашел в Лизе то, чего сердце его давно искало. «Натура призывает меня в свои объятия, к чистым сво-им радостям», -думал он и решился -по крайней мере на время -оставить большой свет. In Sentimentalist literature, nature is often called the Creator's 'daughter' . Behind female nature stands a male deity turning nature into the motherless daughter of a patriarchal god whose will, authority and omnipotence manifest themselves in every single aspect of nature, no matter how minute or majestic. Such genderspecific connotations of nature and other natural phenomena are reflected in the works of many Sentimentalist writers, both male and female. In their collection of poems published in 1802, for instance, the sisters Mariia and Elizaveta Moskvina associate the earth with femininity. 'Buria' (The Storm) is a poem in which the earth, initially described in idyllic terms, is being attacked by a storm. Personified earth expresses 'her' suffering in direct speech: 'Luna i solntse' (The Moon and the Sun), another poem by the Moskvina sisters, provides a further illustration of the Sentimentalist tendency to associate masculinity with symbols of authority from the natural world. It relates how the lyrical persona was initially fascinated by the beauty of the moon but came to understand the sun to be the true leader of the universe. In many late-18 thcentury poems, the sun features as a symbol of the Creator, and therefore carries masculine connotations.
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Images of woman associated with nature, spring and paradise go back to antiquity, to the Greek myth of Persephone, who is abducted into the Underworld by Hades and whose grief transforms the world into a barren, bleak and inhospitable place.
72 A similar pattern occurs in the pastoral, where a young girl personifies happiness and spring's Edenic nature. If the shepherd's beloved reciprocates his feelings and is close to him, his heart is filled with happiness; nature seems to be an idyllic and pleasant place, or locus amoenus. Her absence, by contrast, causes torments described in images recalling depictions of hell; the world becomes a dark and desolate place, a locus terribilis.
In Chapter Four on Pospelova I will discuss the fact that late-18 73 was his response to the Gothic aesthetic outlined in German and English Romanticism; his 1794 novel, Ostrov Borngol´m (The Island of Bornholm), also reproduces Gothic imagery in its depiction of a tyrant who holds a young woman in a dungeon.
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Sumarokov and other classicist poets employ imagery from Petrarchan love lyrics to describe the shepherd's emotional hell, describing the abject male lover's heart as burning, with poison running through his veins, and the glances of the beloved person striking him like arrows. He cannot appreciate the beauty of blossoming nature while his beloved is absent; on the contrary, he suffers all the more acutely. Eventually, death seems to be the only escape from his pain.
In pastorals, it is usually the male shepherd who complains about unrequited love. 75 The absence of his beloved causes him to express his feelings in abundant lyrical monologues. The underlying gender pattern functionalises woman insofar as her role is to create happiness. To test the authenticity of his feelings, and to demonstrate her virtuous character, she often feigns indifference towards the shepherd. Her own feelings, by contrast, remain unspoken; she never expresses despair in the face of unrequited love. She is a mute symbol of happiness and spring, always in tune with the beauty of Creation.
The female character of Fate in emerging Romanticism
The first two decades of the 19 th century saw an increasing interest in folk culture, which found its reflection in literary works. Poets both male and female began to merge classical characters, including the uncontrollable force of Fate, with divinities from Russian folklore. Frequent references to the uncontrollable force of Fate during this period express the Romantic scepticism about the goodness of the (male) human heart, which had prevailed in Sentimentalist thought.
Evgenii i Iulia, (Eugene and Julia, 1784) , is the first of Karamzin's writings to focus on the influence of fate. Her destructive powers feature most distinctly, however, in his novella The Island of Bornholm (1793), where he expresses a pessimistic worldview insofar as his characters are incapable not only of moral self-improvement by means of education, but also of overcoming anti-social instincts. By now Karamzin has completely abandoned the belief in innate goodness adopted from Rousseau after his break from the Freemasons in his youth. His novella Moia ispoved´ (My Confession, 1802) is a sarcastic response to Rousseau's Confessions. 76 Russian literature from 1800 until 1820 presents Fate in a way that reveals some of the character's evolutionary stages. As the personification of forces beyond human control, Fate is invariably female, appearing either-in antiquity-as a demigoddess endowed with the authority to reign over life and death, or-in political ideology-as a disruptive element. In Greek and Roman mythology, the Fates are three women who spin, weave and cut the thread and fabric of human lives. The myth has survived Christianisation; as Mary Kelly has found in her study on ritual textiles among Slav village women, it crops up in Slavonic folk traditions:
In Bulgaria, when a baby (for example, a prematurely born infant) was in danger of dying, a magic ritual that echoes Russian practice was enacted. A shirt was made by three women who, in the darkness of night, stripped off their clothes and let their hair loose. Standing on the roof of the house, they had to weave a piece of cloth there and sew it into a baby's shirt before the first rooster crowed. This magic shirt was then put immediately on the baby to keep it alive. […] Ukrainian tradition preserves a similar housetop ritual.
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There is a striking resemblance between the three Fates and the three women's activity of weaving and being in charge of a human life. Their loose hair, moreover, is in keeping with the unbraided hair which, as Faith Wigzell observes, was an essential element in invocations of pagan (hence unclean) powers during divination rituals.
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Fortune as the personification of an indomitable power appears in a number of 18 th -and early-19 th -century Russian literary works by women and men. It is commonplace to complain about her unfairness and unpredictability. As in Volkova's poem 'K moei podruge' (To My Lady Friend), 79 the name of Fortune very often simply serves as a metaphor for (economic) wealth. Also quite frequent is the idea that one may be able to shield oneself from Fortune's blows by retreating to a life of contemplation in the country-but only if one is receptive to nature's beauty. When saying that nature has taught her to abhor the transitoriness of Fortune's gifts, Volkova's lyrical persona openly expresses her disdain for the high value attributed to wealth. In her view, Fortune (representing economic wealth) is opposed to nature; true happiness resides in a pure soul and can only be achieved through the appreciation of nature.
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The notion that a Horatian idealisation of the countryside helps people to develop inner strength and to grow indifferent to the upheavals of life also appears in the writings of Kheraskov, the author of a number of moralising poems. In 'Spokoïstvie' (Tranquillity), his narrator claims that man can only avoid being 'Fortune's slave' by living far from the temptations of the city, for example on a nobleman's estate. Here the Stoicist believes to have achieved such a degree of inner Usefulness, 2000, pp. 75-76. strength that he dares to challenge Fortune to try and upset his calm. 81 However, his tone implies that he needs to rely upon (latent) aggression in his dealings with Fortune and her inconsistent machinations, a position which contradicts stoic indifference. Parallels with underlying gender-specific aspects related to republican ideals suggest that for man to be in control of his passions, he must suppress any female or feminine aspects.
In the works of Nikolai L´vov (1751-1803), a writer, architect and collector of Russian folk songs, Fortune is explicitly associated with sexual connotations. The lyrical persona in 'Fortuna' (Fortune), a poem written in 1797 from his country estate to a friend, shows respect for, as well as anger towards, the female character. He protests that he has been unable to catch this 'fickle' , 'flying' , 'naked Madam' , to whom humans are as insignificant as toads or grass-snakes. Here, Fortune is not only sexually provocative ('naked'), she can also fly like a witch. Any attempts at a rational, scientific explanation of her dealings are futile because hers is a dark, devilish force:
Зовет фортуной свет ученый Сию мадам: но тут не тот (Прости, господь) у них расчет: Они морочат мир крещеный! Поверь мне, друг мой, это черт… 82 The educated world call this lady Fortune: but in this they have (Forgive me, God) , not reckoned right: They do deceive the Christian world! Believe me, friend, this is the devil… 83 Well aware that Fortune will not be pleased to hear these words, the narrator tempers the sharpness of his outbursts pretending to have lost his mind. As in Kheraskov, the beneficial effect of the countryside is a panacea for the blows of Fortune. It also brings a Sentimentalist re-evaluation of the domestic sphere insofar as those fortunate enough to live in the countryside can spend their evenings in the company of their families, resting beneath lime trees. Rural domestic bliss is the reward for men who have renounced material pursuits such as a career in the city or at court. L´vov's 'Fortune' presents a courtier who might well be Fortune's 'favourite' , but whose busy life brings him no happiness: he has no freedom, he is obliged to 'dance' , and finds no time to sleep because to do so would lose him Fortune's benevolence.
The description of a courtier's hectic life illustrates a common scepticism in Sentimentalist culture towards careerism and Enlightenment ideals of activism in the pursuit of public virtue. The notion of service has begun to be associated with self-interest. Moreover, the character of Fortune as a woman who reigns at court and of whom men seek favour is reminiscent of Catherine the Great's rule and favouritism, which often took on the guise of a gamble. 84 The poem may well be an expression of male frustration at being unable to exert any influence in the public sphere of the state. Another feature which L´vov ascribes to Fortune is that of the evil and irresponsible mother (matushka chrezmerno bestolkova). Finally, in another poem, 'Schast´e i Fortuna' (Happiness and Fortune), L´vov associates Fortune with the notion of luxury when he depicts her as a wealthy bride, whose abundant dowry and need for social interaction render the life of her partner, Happiness, unbearable, compelling him to leave her to go and live in the family of Love. 85 Here, even though there is none of the aggression and challenges which occur in the works by Kheraskov, L´vov 
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Fighting for her protégés' souls, Fate here symbolises Christian values; later on, she is described as beneficient and generous. Although the poem contains notions of a battle, it feels different from Kheraskov's. Here, it is Fate herself who is struggling to prevent humans from vain pursuits, trying to protect them from these evils with her own hands, teaching detachment from worldly gains, and providing happiness and peace. Urusova's Fate is perceived as a saviour, with whom the lyrical persona does not quarrel, submitting to her will instead.
Summary
Chapter Two has discussed some of the literary impacts of Sentimentalist gender conceptions in Russia. The feminisation of literary culture had a positive impact insofar as it made education more accessible to women, a tendency which manifested itself in the increase of boarding schools for girls, for instance. Sentimentalist interest in reading may have contributed to this development: Unlike during Classicism, when reading was the privilege of an elite, reading now became accessible to people from all social classes, including women. Novels and minor poetic genres became fashionable; they replaced drama and epic prose, the genres which had been most highly regarded during Classicism. Despite these tendencies towards democratisation, most people living in Russia were illiterate and excluded from these cultural achievements. A similar ambiguity can be found in the increase of women's magazines. On the one hand, they provided women with reading material, helping them to participate in the cultural debates of their time. On the other hand, however, many of them focused on fashion rather than literature, and tended to trivialise women.
Literary salons, whose number began to increase during the first decades of the 19 th century, offered women an opportunity to enhance their education and a platform for intellectual exchange. In the provinces, cultural centres and salons providing women with occasions to participate in culture also began to emerge. The major cities, however, remained the centres for this type of activity. Even though it became easier to embrace reading and culture, living in the provinces still presented a disadvantage for women who wished for recognition as writers.
Sentimentalism's egalitarian principles were reflected in literary works, which began to discuss the notion of the unconditional value of all human beings. The institution of serfdom was criticised, especially after the nobles, released from state service, had returned to their estates, where they came into close proximity with the consequences of serfdom. The use of the genre of the pastoral reflected the dichotomy which resulted from this more direct observation of nature and serfdom. The figure of the agricultural worker in pastorals was used to criticise serfdom, whereas the figure of the shepherd represents the genre's idealising tendencies. In the genre of the comic opera, the figure of the serf was even trivialised and functionalised.
Sentimentalism's democratic tendency further manifested itself in discussions about women's social inequality, in parts of Karamzin's 'Epistle to Women' ,
